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Introduction
I was first introduced to the magic of photography as a young girl when my dad handed 

me one of his Pentax Spotmatic cameras to use during a photography outing. He gave me 

a few instructions: Set the ISO to match the film you load into the camera, keep the shutter 

speed to at least 1/60 of a second, and then turn the dial on the lens until the little needle 

in the viewfinder lines up in the middle. Pretty simple, right? I set about photographing 

anything and everything in sight and my indulgent father handed me roll after roll of 

film (slide film). 

After waiting a week for the film to be processed, I eagerly opened that first yellow box 

of slides and placed each slide on my dad’s light table, and a budding photographer was 

born. Looking back on that fateful day, if I had any idea of what constituted a good pho-

tograph I would have thrown the images in the trash and picked up some other hobby. 

But this was my first roll of film. I had aimed my camera at something and in my hands 

were the results of my efforts. In reality, they were terrible. But they were mine and I didn’t 

know any better.

Of course, my dad couldn’t teach me anything. What did he know, after all? He was just a 

dad. So I confidently loaded up my camera on our next outing, told him I knew what I was 

doing, and off I went. When I got the next box of slides back, my dad projected them on 

the screen along with his and my mom’s photos. At first I was so excited to see my images 

on the screen. Then we looked at their images, and I began to see the difference. Even 

though we had stood side by side, pointing at the same subject, my dad’s photographs 

were well exposed, well composed, and well, just, better than mine. Same for my mom; 

her images were not only properly exposed but they stirred something within me. I began 

to wonder what was lacking in my images that theirs had.

Soon I began eavesdropping on conversations about light, exposure, lenses, f-stops, shutter 

speeds, and so on, and I would try to set my camera to match some of the settings I was 

hearing. Sometimes it worked, and other times my images were just as bad as ever. I still 

couldn’t figure out why. Luckily, I was so hooked on photography that I persevered. (My 

dad gave me his camera when he saw that I shared his passion for photography.) I had some 

success, but mostly I wasn’t capturing what I was seeing in my mind’s eye when I clicked 

the shutter. So I kept listening and learning, and yes, I finally asked my dad questions about 

why his photograph worked and mine didn’t. He would explain about depth of field, stop 

action or blur motion, light and composition, and when I tried what he suggested—it 

worked! Life lesson number one: My dad was a pretty smart guy.
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Over the years, I’ve improved and developed my own style of photography, which is a 

nice blend of my dad’s technical expertise along with some of my mom’s creative flair.  

Do I still goof up? Oh, yeah. Do I have a lot to learn? Sure, if I want to keep growing in 

my craft and learning new techniques. 

My goal with this book is to help save you from yourself in the beginning. I want to help 

you to avoid some of the same mistakes I made and help you along the learning curve in 

a more efficient approach than I took. Sure, you will make mistakes. Embrace them, learn 

from them, then go out and try again. Don’t throw out your first images (I wish I still had 

mine), keep them, refer back to them, and next time try to avoid repeating the same 

mistakes. But, most importantly, have fun. 

When they say that a picture is worth a thousand words, it’s true, but a picture, done 

well, is so much more. It’s a split-second glimpse of a moment that will never come again. 

It’s a window into a world that others may never see unless they can view your photographs. 

To me, it’s a means of maintaining a pictorial memory of my life. I find it amazing that I 

can completely forget an experience or event and with one glimpse of a photograph I am  

transported back to that time and place. I can feel the breeze on my face, smell the earthy 

scent of the soil under my feet, taste the tangy salt in the sea air, conjure up the same 

emotions I felt when I clicked the shutter. That’s pretty powerful stuff.

Photography is about so much more than just composition, and I have tried to cover as 

much as I could within the confines of one book. Composition: From Snapshots to Great 

Shots is simply a starting place; read the chapters and work through the assignments, and 

I feel confident that in the end you will be well on your way to making great shots.

And most important of all, have fun and don’t forget to keep smiling!

— Laurie



ISO 100  •  1/90 sec.  •   
f/11  •  55mm
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4
Light
Light Is the Key Element in Photography

“Light glorifies everything. It transforms and ennobles the most commonplace and  

ordinary subjects. The object is nothing, light is everything.”

—Leonard Missone

Without light, there would be no photographs. In fact, the word  

“photography” means painting with light. Light has quality, quantity, 

color, and direction, which provide shape, texture, and character to your 

images. There is a reason that I get up at o’dark thirty while most of the 

world is still tucked snugly in their warm beds. I drive in the predawn hours 

to arrive at a location that is cloaked in darkness. I set up my camera in the 

dark, using a flashlight to make sure my ISO, aperture, and shutter speed 

are adjusted to my liking as I prepare to make my first image of the day. 

It’s up to me to choose the best setting to enhance the quality of light.



Crashing waves on the Oregon coast had me heading up the dunes at Cape Kiwanda 

in hopes the morning fog would lift. As the sun burned through the fog and washed 

over the sandstone cliffs, there was plenty of light. So I was able to keep my ISO at a 

low setting and still have enough depth of field and a fast enough shutter speed to 

render the image that I saw in my mind’s eye.

Poring Over the Picture

Fog provides a diffusion effect, softening 
shadows and isolating the subject from 
the background.



As the fog lifts, the sun bathes the  
sandstone cliffs in a warm light.

Sunlight reflects off the crashing 
waves, creating a translucent 
quality to the water.

ISO 200  •  1/200 sec.  •   
f/16  •  75mm



Poring Over the Picture

A visit to Steptoe Butte in the Palouse for sunset gave me much more than I had bargained 

for as a huge dust storm blew in, obscuring everything in sight and nearly blowing me 

off the hilltop with gusts that had to be in excess of 70mph. I stuck it out and the payoff 

was the afternoon light. An enormous dust cloud added a dramatic feel to the scene. 

Sidelight adds shape and texture to the rolling hills. The light value was well within my 

camera’s exposure range, enabling me to shoot as metered. 

With a 360-degree view from the top of 
Steptoe Butte, I chose a scene that was 
sidelit to enhance the rolling hills.



ISO 200  •  1/100 sec.  •   
f/8  •  40mm

An ISO of 200 enabled me to close my aperture 
down partway and still have a fast enough  
shutter speed to handhold as I was afraid the 
gusting wind would blow over my tripod.

The approaching dust storm filtered 
the sunlight, softening the light with 
a warm glow. 
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The Quality and Quantity of Light

Photography is all about chasing the light. The light you chase has quality and it has 

quantity. It’s the quality and quantity of light that I look for in my photographs. The 

rich warm tones of sunrise or sunset, the deep blue of twilight, the diffused colors of an 

overcast day, or the harsh shadows of midday all play a big part in the end result of my 

images. Understanding light will make you a better photographer. 

Sunrise and Sunset: The Golden Hours
It’s anticipation of the quality of light that a beautiful sunrise bestows upon the land-

scape that pulls me from my warm bed or the approaching sunset that keeps me out 

shooting during the dinner hour. While the sun is low on the horizon bathing the world 

in its warm glow, the exposure is well within the range that my sensor needs in order 

to capture detail in both the shadows and highlights (Figure 4.1). If I turn 180 degrees 

toward the sun, I can photograph into the sun using the bright light as a background for 

an interesting silhouette (Figure 4.2). During the first hours of daylight the light is low, 

necessitating a tripod for stability or increasing the ISO high enough to achieve a shutter 

speed fast enough to hold the camera by hand. The choice is yours: greater detail versus 

greater noise. Knowing your camera’s capabilities enables you to make the decision that 

will produce great shots.

Figure 4.1 
Mounting my 
camera on a tripod 
allowed me to select 
an aperture that 
would yield enough 
depth of field to ren-
der the lighthouse in 
sharp focus without 
worrying about the 
resulting slow shut-
ter speed.

ISO 100  •  1/5 sec.  •   
f/8  •  40mm lens
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Figure 4.2  Facing toward the sun, I composed the scene with the sun high in the frame and behind a slender 
tree to reduce the extreme brightness of shooting into the sun. The long shadows from the trees provide a 
repeating theme of strong, vertical lines. 

ISO 100  •  1/125 sec.  •  f/22  •  32mm 

Quality of light is fleeting. It can last for a season or for a mere moment. Every February 

in Yosemite National Park, there is a phenomenon that lasts for about two weeks. The 

conditions have to be just right with no clouds to block the sun and enough water flow-

ing over Horsetail Falls to radiate the setting sun. As the sun drops lower in the sky, the 

angle of light throws the canyon wall into darkness and light hits the falls, lighting them 

as if they were on fire (Figure 4.3). Talk about quality of light! 
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Figure 4.3 
The setting sun 
casts its light toward 
Horsetail Falls, 
illuminating it as 
if it were on fire. 
Shooting wide open 
to keep a faster 
shutter speed was 
necessary because 
I was holding my 
camera in hand. A 
minus 1 stop of light 
darkened the rock 
wall, enhancing the 
light on the falls.

ISO 100  •  1/180 sec.  •  
f/2.8  •  200mm 
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Midday
As the sun rises higher in the sky, the quantity of light increases, the warmth of first light 

fades away, and the contrast between shadow and light becomes greater. The brighter light, 

as the sun moves higher in the sky, means that you can shoot at a faster shutter speed 

or a smaller aperture without the need to increase your ISO (see Chapter 3, “Exposure 

Triangle”). As the light gets brighter and the contrast between shadow and light increases, 

rather than putting my camera away I look to the shadows as backdrops for graphic ele-

ments (Figure 4.4). 

Slot canyons are best photographed at midday when the sun is high in the sky. The light 

works its way into the canyon through a slim opening bouncing from one red wall to the 

other, bringing out the colors of the sandstone (Figure 4.5).

Figure 4.4  Midday light, with its hard shadows, 
turns objects into graphic elements. The sun acts 
like a point source of light on sunny days, throwing 
shadows into the mix for added drama. I tend to 
dial in minus exposure compensation to darken the 
shadows, making them a deep black that makes a 
nice contrast against a lit subject. In this shot, minus 
exposure compensation darkened the shadows,  
making the column stand out.

ISO 200  •  1/500 sec.  •  f/8  •  195mm

Figure 4.5  Midday light, Upper Antelope Canyon,  
Arizona. With the sun directly overhead, light 
penetrates into the deep canyon, bouncing off the 
walls and turning them to a rich, warm color. Dust 
falls from above into the slot canyons, and the light 
bounces off the dust, creating “God beams.” For this 
shot, minus exposure compensation increased the 
visibility of the shaft of light against the saturated 
colors of the canyon walls.

ISO 100  •  2.2 sec.  •  f/22  •  35mm
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Diffused, Overcast Light
Overcast days light the landscape as if there was a giant softbox in the sky. Without  

shadows and contrast, the light is flat with more detail visible. I like overcast days when 

photographing mammals, birds, people, flowers, and water for the detail it provides 

(Figure 4.6). Avoiding the gray sky of an overcast day helps keep the exposure within my 

camera meter’s range and reduces distracting, overly bright areas in the frame.

Figure 4.6 
Diffused light brings 
out the details in 
mammals’ fur. Add-
ing a 1.4X telecon-
verter to my 600mm 
lens enabled me to 
fill the frame with 
the pronghorn’s 
head. A tripod 
allowed me to shoot 
wide open at 1/125 
of a second with  
my ISO set to 200  
to avoid noise.

ISO 200  •  1/125 sec.  •  
f/6.7  •  850mm
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Twilight
As the day wears on, the sun begins its descent and the shadows grow long once again; 

it’s the light that keeps me out shooting until the last rays of sun are gone. And if I’m 

lucky and the photo gods cooperate, I’ll keep shooting, capturing the blue cast of twilight 

(Figure 4.7). 

Figure 4.7   
Twilight at Heceta 
Head Lighthouse, 
Oregon. Long after 
the sun had set, the 
sea fog began to roll 
in, making the spot-
light more prominent 
in the dark.

ISO 200  •  1.5 sec.  •   
f/2.8  •  195mm

Changing Light
Light is constantly changing. Different times of the day reveal different elements in a 

subject. The late afternoon light shines on the Golden Gate Bridge bringing attention to 

the famous red structure (Figure 4.8). As the sun drops below the horizon, the light disap-

pears from the bridge. The image takes on the cool colors of evening (Figure 4.9). After 

dark, artificial lights illuminate the Golden Gate Bridge once again, brightening the red 

of the bridge. A long exposure with moving cars on the bridge adds light streaks, which 

produces the feeling of motion (Figure 4.10). Carefully planning the timing of your visit 

to a location, arriving early to scout and set up, and then exercising patience for the best 

light are key elements to taking your photographs from snapshots to great shots.
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Figure 4.8   
Late afternoon light illuminates  
the Golden Gate Bridge. With the 
camera mounted on a tripod, I was  
able to photograph the same sub-
ject at different times of the day  
into evening, illustrating the differ-
ence in light over a few hours’ time.

ISO 200  •  1/125 sec.  •  f/8  •  29mm

Figure 4.9   
The sun drops below the horizon, 
plunging the Golden Gate Bridge 
into darkness.

ISO 200  •  3 sec.  •  f/8  •  29mm

Figure 4.10   
Evening approaches and the bridge 
is lit once again, causing the bright 
red to stand out against the dark 
blue sky.

ISO 200  •  30 sec.  •  f/8  •  29mm
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Direction 

Light has three directions in relationship to the camera. The way light falls on your subject 

determines how you will set your exposure. Front-lit subjects are easy to expose. With no 

contrast or shadows to deal with, the exposure is well within the range the sensor can 

handle, so I simply compose and click. Backlight is the opposite of front light, with the 

light coming from behind the subject and casting it into silhouette. Sidelight adds drama, 

texture, and shape to your images. 

Front Light
Front light lacks shadows. Consequently, it lacks the texture, shape, or dimension of side-

light or backlight. It is, however, a very easy exposure to make. Simply meter your scene 

and choose the best exposure combination to suit your subject. With a simple click, you 

have a nice image. Using a fisheye to photograph Emerald Pool in Yellowstone National 

Park with front light reveals a glimpse into the depth of the pool (Figure 4.11). The lack 

of shadows reveals the detail in the feathers of a tricolored heron pausing to preen 

(Figure 4.12). Selecting a wide aperture renders the heron in sharp focus and softens the 

background, making the subject pop. 

Figure 4.11 (left) 
Cold air and morn-
ing light were key 
elements in setting 
the mood for a 
dramatic image  
of Emerald Pool. 

ISO 100  •  1/500 sec.  •  
f/8  •  16mm

Figure 4.12 (right) 
Front light on the 
preening Tricolored  
Heron shows the  
details in its feathers.

ISO 100  •  1/1000 sec.  •  
f/4  •  600mm 
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Backlight
Backlighting (shooting toward the light source) turns your subject into a silhouette. Images  

that have an interesting shape and form make great subjects when photographing into the  

sun. The mood of a backlit scene varies depending on how I handle the exposure. Because 

my camera can’t handle the exposure range between shadow and light in a backlit scene,  

I use the shadows to accentuate the shape of a familiar landmark, the Mittens in Arizona’s 

Monument Valley. By positioning myself so the sun was partially blocked by the formation  

and closing down my aperture to its smallest setting of f/22, I was able to add a creative 

starburst to the pinpoint of sunlight (Figure 4.13). With the knowledge that I would get 

a starburst effect from shooting into the sun with a small aperture, I took creative license 

with my fisheye lens to capture a person for scale (more on scale in Chapter 6), backlit 

against the North Window in Arches National Park. The scatter of light added creative 

lens flare (which normally is something I try to avoid) (Figure 4.14).

Figure 4.13 
The rising sun back-
lights the Mittens  
in Monument Valley, 
Arizona.

ISO 100  •  1/10 sec.  •   
f/22  •  24mm 
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Sidelight
Sidelight occurs when you are positioned at a right angle to the light source, working the  

shadows to define shape, form, and texture. The contrast of shadow and light adds a three-

dimensional feeling to a two-dimensional image. The simplicity and lack of color in the 

image of a lighthouse window made for a very high-contrast, graphic look (Figure 4.15). 

Figure 4.15 
Sidelight adds 
shape, form, and 
texture to the light-
house window.

ISO 100  •  1/2000 sec.  •  
f/5.6  •  200mm

Figure 4.14 
Shooting directly 
into the light often 
produces flare. 
Although I try to 
avoid it when pos-
sible, I carefully  
positioned myself to 
enhance the flare as 
a creative element.

ISO 100  •  1/500 sec.  •  
f/22  •  16mm fisheye 
lens
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Figure 4.16 
Water acts as a  
natural reflector, 
bouncing light up 
into the alligator’s 
face.

ISO 100  •  1/400 sec.  •  
f/8  •  390mm

Using sidelight for dramatic effect, I turned my lens on an alligator as it lifted its head 

out of the water. With only a moment to capture this image before the alligator dropped 

back into the depths of the lake, I had to act quickly. Knowing how my camera would 

react to the light, I was able to make a split-second exposure decision and capture the 

fleeting moment. The water acted as a reflector, bouncing light up into the alligator’s 

face (Figure 4.16). The exposure range was too great to capture detail in the shadows, 

emphasizing the alligator’s teeth and eye, which is where I want the viewer’s eye to travel 

within the frame. Just as your lens selection determines what you include (as much as 

what you exclude) in your frame, the use of shadow and light can further enhance this 

effect. By excluding part of the alligator’s face in shadow, the sense of drama and mystery 

is increased. 

Exposure Compensation

Exposure compensation gives you creative control of your exposure, enabling you to better 

use light to produce a look or mood. For example, I rely on my camera’s meter to give me 

the best overall exposure for a given scene. Once I have my base exposure, I then decide 

on the effect I am trying to capture and override my camera’s meter through the use of 

exposure compensation to achieve it. Dialing the exposure compensation toward the 

minus settings darkens the image for dramatic effect and avoids blown-out areas within 
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the frame, whereas dialing toward the plus brightens the scene. Using the histogram 

(Chapter 2) in your camera enables you to see the overall effect on the exposure value so 

that you can make any last-minute adjustments in camera. 

Window light is a wonderful source of light. In Figure 4.17 I asked Donald to stand at an 

angle to the window, controlling the direction the light traveled across his face. Using 

shadow and light in this way gave Donald’s face shape and form that front light would 

have eliminated. By dialing in minus 1-1/2 exposure compensation, I increased the shad-

ows, which in turn accentuated the character in Donald’s face. Donald, a seasoned model, 

was able to hold very still, which gave me the ability to keep my ISO low to avoid noise 

and still shoot handheld at 1/30 sec with my lens wide open. With a very shallow depth  

of field, it was essential that Donald’s eye remain in sharp focus. Using my 200mm lens,  

I composed a tight head and shoulders portrait of Donald.

Donald’s face lent itself to the dramatic lighting, whereas the same effect would not flatter 

a lovely woman. Knowing light and what works best with different subjects enabled me 

to capture two distinctly different looks. In Figure 4.18 I used the window light again. But  

this time the window was a wall of glass that increased the size of the light source and 

created a much softer, brighter, airy feeling to the portrait of my friend Leila. In this case  

I dialed in plus 1/2 exposure compensation to add to the bright feel. Wanting to show Leila  

in her home environment, I used a 90mm focal length to include more of her surroundings. 

Figure 4.17 (left)   
Using window  
light and having 
Donald turn at an 
angle to the win-
dow enhanced the 
character of his  
wonderful face.

ISO 100  •  1/30 
sec.  •  f/2.8  •  200mm 

Figure 4.18 (right) 
Using a larger source 
of light adds to the 
bright airy feeling. 

ISO 100  •  1/20 sec.  •   
f/2.8  •  90mm



84

Knowing how my meter will react to a given light situation, I dialed in plus 1 exposure 

compensation on this kittiwake against a white sky to achieve a high-key look (Figure 4.19). 

Had I gone with the reading my camera gave me, I would have ended up with an image 

that was darker and moodier with less detail on the bird. Using my camera’s Highlight 

Warning, I could see that the sky was blown out without detail. In this case I chose to accept 

the blown-out sky to create the effect I was after.

Photographing Roseate Spoonbills in Tampa Bay with front light against the darker man-

grove trees caused my Highlight Warnings to blink, warning me of overexposure with no 

detail on the bird. I dialed in minus 1 exposure compensation to capture the detail in the 

spoonbill, which in turn darkened the background to nearly black, causing the spoonbill 

to stand out dramatically (Figure 4.20).

Figure 4.19 
Dialing in plus expo-
sure compensation 
brightened the sky 
and gave this Royal 
Tern image a high- 
key effect. 

ISO 200  •  1/1000 sec.  •  
f/5.6  •  380mm

Figure 4.20 
Dialing in minus 1 
exposure compen-
sation gave me a 
proper exposure 
of the Roseate 
Spoonbill. 

ISO 100  •  1/20 sec.  •   
f/2.8  •  90mm



854:  L i g h t

With a greater understanding of light, you will have much more control over the outcome of your images. 

Remember that light is the single most important element in your photographs. How you work with the 

light and your exposures directly relates to whether your images will look the way you visualize them. 

Quality and Quantity of Light	

Find a subject close to your home that you can revisit over the course of several days at different times. 

Photograph the subject under different light conditions to see the effects light has on the mood and 

character of your subject. Shoot at sunrise, sunset, midday, twilight, and on an overcast day. Then com-

pare the images to see the effects the light has on the subject. Review your exposures and study the EXIF 

data to see how your settings changed at different times of day based on the quantity of light.

Direction of Light

Once again, you will need to stretch this assignment over a few days to be able to see the change in the 

direction of light. Select a few subjects that you can photograph from several angles so you can compare 

the direction of light and how it affects your subject. Begin with front lighting. Move around so the light 

is behind your subject and take another photograph. Then shoot your subject with the light coming 

from the side. Compare the results to see what effect the direction of light has on your subject. 

Exposure Compensation

If you have a bracket setting on your camera, you can use it for this assignment. With your camera 

mounted on a tripod, shoot a sequence of at least five photographs beginning with the metered value 

followed by a shot at minus 1 exposure compensation and then minus 2 exposure compensation. Then 

dial in plus 1 and plus 2, and shoot at each exposure setting. Compare the results to see the effect of 

darkening the image and adding drama or brightening the subject to make it feel brighter.

Share your results with the book’s Flickr group! 

Join the group here: flickr.com/groups/composition_fromsnapshotstogreatshots

Chapter 4 Assignments
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Index
? icon on cameras, 45
2 x 3 aspect ratio, 166
16-bit TIFF files, 211

A
action photography

camera settings for, 238
shutter speed and, 61–62
wildlife photography as, 241
See also motion

Adams, Ansel, 155, 203
Adobe Photoshop. See Photoshop
Adobe Photoshop Lightroom. See Lightroom
AF-S lens designation, 17
Aperture Priority (A) mode, 34, 238
aperture settings, 57–60

depth of field and, 54, 57–60, 62
exposure triangle and, 54
lenses and, 15–16
shutter speed and, 62–64
test assignment on, 65

Arches National Park, 80–81
aspect ratio, 166
auto advance settings, 41–42, 238
Auto ISO setting, 238
Auto white balance, 103
autofocus modes, 40
autofocus tracking, 40

B
backing up images, 209, 242
backlight, 80–81, 240
ball heads, 24
batteries, 22
bird photography, 232–238

camera settings for, 238
equipment setup for, 237
knowing your subject for, 232–233
light, exposure, and action in, 239–241
location research for, 233–234
seasonal considerations for, 235–236
See also wildlife photography

black-and-white images, 181–201
annotated examples of, 90–91, 182–185
assignments on creating, 107, 201
capturing in the camera, 194–196, 201
clouds captured in, 191, 192
color tonalities in, 90–91, 99, 107, 186, 193
colored filters used for, 195–196
composition of, 186–190
contrast in, 191, 193, 195, 196
emotion conveyed by, 99–100
in-computer conversion of, 197, 201
infrared options for, 198, 199, 223
keys to shooting, 191–193
lines and shapes in, 191, 192
selectively adjusting, 200
shadow and light in, 191

blemish removal, 211
blinkies, 37
blur

creative, 172–174
motion, 61, 62, 172–174

Brandt, Bill, 49
Brush tool, 219
Bryce Canyon, 2–3
bull’s-eye composition, 160–162, 179

C
cameras, 6–13

aspect ratio of, 166
assignments on using, 46
auto advance settings, 41–42
black-and-white options in, 194–196, 201
colored filters in, 195–196, 201
considerations on choosing, 6–7, 11–12, 13
file number sequence feature, 44–45
firmware updates, 45
focus modes, 40–41
highlight warning feature, 37
histogram information, 37–38
image quality settings, 39
megapixel count, 7–9
metering modes, 34–36
miscellaneous options, 45
noise reduction feature, 44
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preparing to use, 238, 247
renting before buying, 12
sensor size, 9–11
shooting modes, 32–34
white balance settings, 43
See also equipment

Canon cameras, 17, 35, 40, 195
Caponigro, John Paul, 155
Capture NX2 software, 210–211, 212–215
carbon filter tripods, 23
centering your subject, 160–162, 179, 189
center-weighted metering, 36
Chagall, Marc, 87
circular-polarizing filter, 20
cityscapes, 138, 147–148
clouds

annotated example of shooting, 30–31
black-and-white images and, 182, 191, 192
horizon line composition and, 117

Cloudy white balance, 102, 104
Color Efex Pro 4 plug-in, 217, 222
color wheel, 94
colored filters, 195–196
colors, 87–107

annotated examples of, 88–91
assignments on using, 107
black-and-white, 90–91, 99–100, 107, 193
complementary, 94–95
emotions conveyed by, 96–98, 105, 107
patterns based on, 101–102
primary, secondary, and tertiary, 89, 92–94
selectively adjusting, 200
significance of, 105–106
white balance and, 102–104, 107

complementary colors, 94–95
composition

basic elements of, 156
beyond the rules of, 155–179
black-and-white photo, 186–190
bull’s-eye, 160–162, 179
color used in, 87–107
creative blur used in, 172–174
cropping related to, 166–169
environmental factors in, 150–151, 153
even number of subjects in, 163–165, 190
filling the frame in, 149–150, 153
framing your subject in, 146
general guidelines for, 109–129
horizon line in, 117–120
KISS theory of, 152
lighting considerations for, 67–85

lines as elements in, 136–141, 153
panorama images and, 168–169
point of view in, 124–127, 169–171
rule of odds in, 115–117, 129, 163, 187
rule of thirds in, 114–115, 129, 186
scale in, 128, 129
shape and form in, 142–143, 188
tension created through, 175–176, 179
texture and pattern in, 144–145, 188
vertical vs. horizontal, 147–148, 153
visual depth in, 112, 121–123, 146, 188

continuous advance setting, 41–42
continuous autofocus, 40, 238
contrast

black-and-white image, 191, 193, 195, 196
Capture NX2 adjustments to, 214, 215

cool tones, 102, 103
creative blur, 172–174
cropping photos, 166–169, 211
curved lines, 141
Curves adjustment, 217, 244

D
Darken Lighten Center filter, 217
depth, visual, 112, 121–123, 146, 188
depth of field

aperture setting and, 54, 57–60, 62
visual depth distinguished from, 121

de-saturating images, 201
Detail Extractor filter, 217, 244
Dfine 2 plug-in, 218
diagonal lines, 139, 140
diffused light, 76
digital cameras. See cameras
direction of light, 79–82

assignment on, 85
backlight, 80–81
front light, 79
sidelight, 81–82

dust spot removal, 214
DX or EF-S lenses, 17

E
ED or L lens designation, 17
elevated point of view, 169, 170
emotion

of black and white, 99–100
of color, 96–98, 105, 107

environmental photos, 150–151, 153
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equipment, 1–25
cameras, 6–13
filters, 20–21
flash, 22
lenses, 13–19
memory cards, 22
preparing to use, 237, 247
remote release, 24
spare batteries, 22
taking an inventory of, 25
tripods and heads, 22–24

Evaluative metering, 35
even number of subjects, 163–165, 190
exposure, 49–65

aperture setting and, 57–60, 62–64
assignments on working with, 65
Capture NX2 adjustments to, 214, 215
combining elements of, 54
example of working with, 241
in-camera histogram of, 37–38
ISO setting and, 55–57
RAW file adjustments to, 211
shutter speed and, 61–64

exposure compensation, 82–84, 85
exposure triangle, 54
eye-level photos, 124, 127
eye-to-eye composition, 189, 239

F
fall foliage, 105
fast lenses, 16
favorite images, 179
file number sequence, 44–45
filling the frame, 149–150, 153, 176
filters, 20–21

circular-polarizing, 20
colored, for B&W images, 195–196
graduated neutral-density, 21

finishing touches. See photo finishing process
firmware updates, 45
flash photography, 22
Flickr group for book, 25
flowing lines, 136
focal length, 14–15, 25
focus modes, 40–41
formatting memory cards, 45
forms and shapes, 142–143, 188
frame-filling photographs, 149–150, 153, 176
framing your subject, 134–135, 146
front light, 79, 240
f-stops, 57
full-frame sensor, 10, 11

G
gear. See equipment
getting up/down, 127
Glen Canyon Dam, 119
Golden Gate Bridge, 77–78
golden hours, 72–74
Google Nik Collection. See Nik Collection
Graduated Filter tool, 217
graduated neutral-density filter, 21
green filter, 195
grid option, 45

H
Haas, Ernst, 27
hard drives, 208–209, 242
HDR conversion, 204
Heine, Karl, 181
highlight warning feature, 37, 84, 238
histogram, 37–38, 238
historical photos, 100
horizon line, 117–120
horizontal composition, 147, 153
horizontal lines, 137, 139
Horsetail Falls, 73, 74

I
importing images, 209, 243
Incandescent white balance, 213
Info button, 45
infrared images, 198–199, 223
insurance shots, 239
IS (image stabilization) feature, 17
ISO settings, 33, 55–57

Auto ISO setting, 238
exposure triangle and, 54
low-light situations and, 46, 56
noise related to, 56
test assignment on, 65

J
Jensen, Brooks, 1
JPEG format, 39, 194, 197

K
KISS theory, 152
knowing your subject, 232–233
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L
leading lines, 136, 137, 186, 187
lens shades, 19
lenses, 13–19

focal length of, 14–15
lens flare prevention for, 19
specs printed on, 13, 17
teleconverters for, 17–19

Levinson, Leon, 227
light, 67–85

annotated examples of, 68–71
assignments on working with, 85
black-and-white images and, 191
changing quality of, 77–78
diffused, 76
direction of, 79–82
example of working with, 240
exposure compensation and, 82–84
midday, 75
overcast days and, 76
quality and quantity of, 72–78
sunrise and sunset, 72–74
twilight, 77
window, 83

lightning photography, 177, 212–214
Lightroom

black-and-white conversions in, 197
editing images in, 243
importing images into, 209, 243
reviewing images in, 210

lines, 136–141, 153
curved, 141
diagonal, 139, 140
horizontal, 137, 139
leading, 136, 137, 186, 187
straight, 138–140
vertical, 132–133, 138

location research, 233–234
looking up/down, 125–126
low-light situations

composition example, 178
ISO setting in, 46, 56

M
manual focus mode, 41
Manual (M) shooting mode, 33
Matrix metering, 35, 238
McNally, Joe, 7
megapixels, 7–9
memory cards

carrying extra, 22
copying images from, 208–209, 242

formatting, 45
metering modes, 34–36

center-weighted metering, 36
multi-segment metering, 35
spot metering, 36

midday light, 75
Missone, Leonard, 67
Monument Valley, 80, 117
motion

blurring, 61, 62, 172–174
rule of odds and sense of, 116
shutter speed and, 54, 61–62, 172, 173, 174
See also action photography

multi-image panoramas, 168–169
multi-segment metering, 35

N
Nik Collection, 212, 245

Color Efex Pro 4 plug-in, 217, 222
Dfine 2 plug-in, 218
Silver Efex Pro 2 plug-in, 197, 224

Nikon cameras, 7, 17, 35, 40, 195
Nikon Capture NX2 software, 210–211, 212–215
noise in photos, 33, 55, 56
noise reduction

in-camera feature for, 44
Nik Dfine 2 plug-in for, 218

O
odds, rule of, 115–117, 129, 163, 187
onOne Software plug-ins. See Perfect Photo Suite 8
orange filter, 195
Oregon coast, 4–5, 68–69
output options, 246
overcast days, 76

P
pan/tilt head, 24
panning, 172
panorama images, 168–169
patterns

colors as, 101–102
composition using, 144, 145, 188

Perfect Photo Suite 8, 211
Perfect B&W plug-in, 197, 220, 224
Perfect Effects plug-in, 221
Perfect Resize plug-in, 246

photo finishing process, 212–223
annotated examples of, 204–207
assignments related to, 224
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photo finishing process (continued)
Capture NX2 RAW processing in, 210–211, 

212–215
Photoshop adjustments made in, 216–223, 

244–245
tools to expand creativity in, 218–223
See also workflow

Photoshop
black-and-white conversions in, 197
creative effect plug-ins for, 211–212, 217–218, 

220–221
finishing touches added in, 216–218, 244–245
panorama stitching in, 168, 169
tools to expand creativity in, 218–223

Photoshop Lightroom. See Lightroom
Photoshop Lightroom: From Snapshots to Great Shots 

(Revell), 210
Picture Control adjustments, 211, 214
pixels and megapixels, 7–9
planning your shots, 228–229, 247
plug-ins, Photoshop, 211–212
point of view, 124–127, 169–171

getting up/down, 127
looking up/down, 125–126

polarizing filter, 20
portraits

rule of thirds for, 114
window light for, 83

post-processing. See photo finishing process
preparation process, 232–238

camera settings, 238
equipment setup, 237
knowing your subject, 232–233
location research, 233–234
seasonal/timing issues, 235–236

primary colors, 89, 92, 94
prime lenses, 15
Program (P) mode, 33

Q
quality/quantity of light, 72–78

assignment on, 85
changing light and, 77–78
diffused light and, 76
midday light and, 75
sunrise/sunset light and, 72–74
twilight and, 77

R
rainbows, 105, 106
RAW files, 39

black-and-white images as, 194, 196, 197
finishing touches applied to, 204–205
processing of, 210–211, 212–215, 224
wildlife photography and, 238

red filter, 195, 196
reflections

colors in, 101
converting to B&W, 188
filter for reducing, 20

remote release, 24
renting cameras, 12
researching your subject, 232–233
resolution

megapixels and, 7
panoramas and, 168–169

Revell, Jeff, 210
reviewing images, 210
Ritts, Herb, 131
rule of odds, 115–117, 129, 187
rule of thirds, 114–115, 129, 186

S
scale, 128, 129
scene modes, 32
sea life photography, 171
seasonal considerations, 235–236
secondary colors, 89, 92, 93, 94
selective adjustments, 200, 207
sensor size, 9–11
sepia effect, 221
Shadow Protection slider, 214
shadows

black-and-white images and, 191
midday light and, 75

shapes and forms, 142–143, 188, 192
shooting modes, 32–34

Aperture Priority mode, 34
Manual mode, 33
Program mode, 33
scene modes, 32
Shutter Priority mode, 34

Shutter Priority (S) mode, 34
shutter speed, 61–64

aperture setting and, 62–64
exposure triangle and, 54
motion and, 54, 61–62, 172, 173, 174
test assignment on, 65
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sidelight, 81–82
silhouettes, 80
Silver Efex Pro 2 plug-in, 197, 224
single advance setting, 41
single-image HDR conversion, 204
single-shot autofocus, 40
speed of subject, 173
spot metering, 36
square compositions, 167
star trails, 120
Steptoe Butte, 70–71, 216
stop action photography, 61
storm chasing, 30–31, 222
storytelling images, 122
straight lines, 138–140
subject placement, 158–159, 160, 162
sunrise/sunset light, 72–74, 102, 103

T
teleconverters, 17–19
telephoto lenses, 14
tension, creating, 175–176, 179
tertiary colors, 92, 94
textures, 144, 145
timing considerations, 235–236
top ten favorites assignment, 179
tripods and heads, 22–24
twilight, 77, 102, 103

U
undersea photography, 171
USM lens designation, 17

V
vertical composition, 148, 153
vertical lines, 132–133, 138
visual depth, 112, 121–123, 146, 188
VR (vibration reduction) feature, 17

W
warm colors, 102, 103

waterfalls, 74, 128, 138
weather considerations

battery life and, 22
storm chasing and, 30–31, 222

Weston, Edward, 109
white balance

camera settings for, 43
colors and, 102–104, 107
RAW file adjustments to, 211

wide-angle lenses, 14
wildlife photography

action shots in, 241
annotated examples of, 28–29, 110–111
basic camera settings for, 238
exposure settings for, 241
lighting considerations for, 76, 79, 82, 84, 240
preparation process for, 232–238
See also bird photography

window light, 83
workflow, 208–212, 241–243

assignments about, 224, 247
backing up images, 209, 242
editing images in Lightroom, 243
explanation of process of, 208
final output of images, 246
finishing touches in Photoshop, 216–223, 

244–245
importing images into Lightroom, 209–210
memory card to hard drive, 208–209, 242
RAW image processing, 210–211, 212–215
tools to expand creativity, 218–223
See also photo finishing process

Y
yellow filter, 195
Yellowstone National Park, 50–53, 79, 214–215
Yosemite National Park, 73, 74

Z
zoom lenses, 15, 16
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